PATRICIA FORTINI BROWN
The Antiquarianism of Jacopo Bellini Jacopo Bellini may seem hard to take seriously as a student of antiquity. Applying classical motifs to more-or-less Gothic facades in a seemingly capricious and naive manner, he has earned a reputation in modern scholarship as something of a romantic.
Some fifty years ago Fritz Saxl had characterized Bellini as an antiquarian of sorts, fascinated like most educated men of his time by the odd classical fragment that had survived the Middle Ages, but-unlike his son-in-law Mantegna--lacking an archaeologically consistent point of view and a sense of distance from the Roman past.' Such observations set the tone for subsequent work on the subject, with Venetian (still medieval) sentimentalism played off against Paduan (Renaissance) rationality in an enduring opposition. While Jacopo's engagement with classical themes and specific antique motifs was further adumbrated in several illuminating studies,2 the artist has remained--for the most part-a foil for Mantegna.
But our views about medieval and Renaissance conceptions of antiquity have become more subtle in recent years and less inclined towards sweeping generalizations and sharp dichotomies. Substantial essays have been written, refining and redefining many of the critical issues embodied in our notions about renaissances and renewals.3 Reexamined within the context of such studies, Jacopo Bellini's relationship to humanism and to the classical past becomes more complex than it once seemed and may warrant the "second look" offered here.
The artist's primary artistic legacy consists of two albums-one now in the Louvre, the other in the British Museum-that contain a total of 220 drawings. 4 The intended function of these albums has never been ascertained with certainty.
In a number of the drawings the artist's aim appears to have been exploratory, wherein he tried out different ways in which to present a given theme. The Presentation of the Virgin, for example, appears in the Louvre album in two very different and wellelaborated architectural mise-en-scends [Figs. 1 and 21. Such compositions have long intrigued scholars, for they represent something new in the tradition of artists' drawings. They seem to be neither patterns for reuse nor preparatory sketches nor even presentation drawings to be presented to patrons for largerscale programs. Indeed, according to the modern consensus--to my mind a correct one--the drawings of Jacopo Bellini must be regarded as completed works of art in themselves and were intended by the artist to be seen in that way. 5 The very fact of their survival is due to the inclusion (and preservation) of each volume in the studiolo of a collector and not the studio of an artist.6 Indeed, they represent the earliest collections of suc drawings to survive and were probably the first to be made in th . i":. , ,.
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. Renaissance. As such, these works, which may be the "drawn paintings" (quadros designatos) cited in the testament of Jacopo's widow, constitute an innovation of no small significance.7
The first issue to be addressed in this article will concern the causes of Jacopo Bellini's imaginative leap, in which humble drawings were assembled in a "corpus" to become true and proper works of art in themselves. of the first and turns upon the broader implications of Jacopo Bellini's personal discovery of antiquity and his special (perhaps Venetian) sense of the past. For Jacopo's "drawn paintings," gathered together into albums, were products of a particular historical moment in which humanism, antiquarianism, and artistic sensibilities conjoined in a personal re-appropriation of the classical world.
His two views of the Presentation offer a way into that ment. Like many other drawings in the albums, they feature ments, only partially assimilated, of the antique. In each ex ple, Jacopo proposed a different way to "historicize" the s 3) Jacopo Bellini, ((Roman Monuments)), Book of Drawings, event by setting it into a properly classical past. In one case he employed an antique architectural vocabulary, but assembled the components in a manner that Vitruvius would not have recognized [ Fig. 1 ]. In the other, he established the classical identity of a building of dubious provenance by applying decorative tondi, clearly modelled on antique gems or coins, to the facade [ Fig. 2 ]. As has often been noted, such works evoke a past that speaks the language of the Venetian present. The synthetic character of these architectural fantasies is striking and is an issue that we will return to, but first let us consider the manner in which they are presented. Complete frontal views of monumental buildings were rare at this time, even in full-scale painting. Jacopo's initial approach to the built environ- 4 ) Jacopo Bellini, ((Roman Monuments)), Book figures--were intrinsically different. Jacopo's constru were surely born of similar impulses to create a three-dim al space, but many of his monuments-page after page of them -tend to remain disjoined from their surroundings. Indeed, we are looking at a new genre of composition that we might categorize as building portraiture: the single isolated monument rendered in its entirety, often in a frontal view.
It has been argued that the motivating force behind such innovations was Jacopo's passion for exploring the possibilities of linear perspective,9 and this is surely true in part, but it does not explain the other concerns of the albums that include: mythological vignettes; a single iris, exquisitely rendered in colored inks; a group of lions; a knight on horseback; a standing Madonna. What was the principle of selection that brought these disparate studies together to be bound in two large volumes? A clue may be found in another category of drawings in the Louvre album. Fig. 2 ]. There were originally ten pages of empty tondi in the two albums that were intended to hold similar drawings of antique gems and coins [ Fig. 5 ].10 It is tempting to look upon such pages as updated remnants of the late medieval pattern-book tradition whereby drawings of motifs were preserved for later recycling by the artist's workshop into painted istorie and altarpieces. But a look at the wider context in which Jacopo Bellini lived and worked will suggest that in his case they were probably also of intrinsic interest in themselves, for they were related to a newly popular antiquarian activity: the personal recording of antiquities.
Throughout Italy during this period, and especially in the north in and around Padua, the collecting of antiquities, in particular coins and gems, was the preoccupation -one might say the passion -of the educated man, even one with the most modest pretensions of humanist erudition. did more than any other figure to disseminate and to popularize the genre. 15 Although most of Ciriaco's autograph works are lost to us, two codices that derive from them bring us directly into the ambient of Jacopo Bellini. They were made for Giovanni Marcanova, a doctor of medicine and student of antiquities from Verona, who was a close friend of Jacopo's son-in-law Andrea Mantegna. 16 They consist of two redactions of the same Collectio Antiquitatem, both dated 1465. The original is now in Modena; the later was copied from it at first or second hand and is in the Princeton University Library. Mantegna's and one of Ciriaco's earliest and most devout disciples, he called himself Antiquarius. 18 A number of analogies, as well as distinctions, can be demonstrated between Marcanova's codices and Jacopo Bellini's albums. In the first place, some of the same artifacts are recorded in each; the funerary plaque of Metellia Prima, for example, can be had in three redactions [Figs. 4, 7, and 8] . It is probable that Jacopo's drawing predated the other two and may have been made from direct observation of the tombstone, but all three may well depend on a common model taken from yet another sylloge. 19 Unlike the sylloges, Jacopo's collection of monuments is resolutely pictorial. His two pages of antiquities are not inter- tions. Each time such a monument was copied it was alteredimproved upon, if you will-according to the historical and aesthetic sensibility of the artist.21 Jacopo's "romantic" approach to the visual truth of an antique object should thus be viewed within this context. Indeed, if we accept the Modena codex of Feliciano, a noted epigrapher, as the most accurate in regard to the form of the lettering and word breaks of the Latin text, we will see that Jacopo was even more faithful to the original model than was the professional scribe of the Princeton version.
As many have observed, however, Jacopo was not beyond forming his own perfected assemblages from antiquarian debris. The inscriptions on Jacopo's two pages of monuments can all be found (save one from Rome) in the pages of Marcanova's codices. In addition to the stone in Brescia and another in Verona, the rest of the other items had been found in Padua and towns in its surrounding territory. None, however, were depicted in the sylloges on their monuments with the exception of the epitaph of Metellia Prima; only the inscriptions were given. 22 In these instances, it is likely that Jacopo was dealing them from the pages of a sylloge is unknown, but all with the probable exception of the Roman epitaph were well within his range of personal access. In another sylloge relating to Ciriaco's commentaria, we come upon a further element that will be taken up in Jacopo's albums: the double-page scene. Ciriaco himself, or a copyist following his example, drew the Trojan horse on one page, the walls of Troy on the other [ Fig. 9 ].25 The structural similarity to Jacopo's St. George and the Dragon and several other paired drawings is close enough to suggest a connection or some degree of formal dependence [ Fig. 10 ].
We can also find parallels in the sylloges to Bellini's building portraits. The Modena and Princeton codices each contain a section with full-page scenes of life in pagan Rome that are similar in spirit and form (if not in style and artistic quality) to those of Bellini.26 A scene of pagan sacrifice from the Princeton manuscript also features a building facade, isolated and orientated frontally, and the un-classical application of antique ornament familiar to us from the pages of the Louvre album [ Fig. 11 ]. The point is not that the artist of the manuscript was indebted to Jacopo Bellini or vice versa (this seems most unlikely), but that such scenes were accepted as normal components of a humanist sylloge. 27 The formal sources of Jacopo's architectural structures, whether taken from an actual monument or from a sylloge, can rarely be traced. And when they are, they are hard to recognize. 14].33 Upon first glance we may conclude that Sangallo has brought a new archaeological rigor to the task, for his drawing looks so much more accurate. But in fact, his Parthenon is no more true to the original than was Ciriaco's. It is simply distorted in a different way. While Sangallo corrected the proportions, he also added, gratuitously, an attic storey behind the pediment on which he drew the metope reliefs from the south side of the building. These too were probably copied from a separate Ciriacan source, this one unknown to us, but now they were rationalized and incorporated by the architect into a completely new and fanciful structure. In fact, it resembles the Pantheon more than it does the original model. As Beverly Brown and Diana Kleiner show in a recent study, Sangallo recast the Athenian monument that he had never seen into a familiar Roman paradigm.34 "that even to describe the visible world in images we need a developed system of schemata....Without some initial starting point, some initial schema, we could never get hold of the flux of experience."35 The hiatus between the archaeological and the fanciful spirit, most often used to distinguish Mantegna from his Venetian father-in-law, may thus be narrower than we might suppose. There is another aspect to the problem. In Saxl's view, what was new with Jacopo Bellini was not the synthetic character of his "Romano-Gothic" architecture, but rather his use of classical details to place the life of Christ and other Biblical events firmly into the historical past.36 It is probably fair to say that each artist was just as aggregative in his approach. Bellini's strategy might be labelled as one of inclusion, wherein the addition of recognizably antique forms-coins, inscriptions, reliefs-was enough to re-situate the whole back in antiquity. Mantegna's mode, by contrast, was one of exclusion. He sought to pare away the Gothic elements that might contaminate the Roman core of his settings.
Sangallo's drawings raise a further point. Many consisted of building elevations like the Parthenon facade. It is a short jump from them back to Jacopo Bellini's architectural settings of about thirty years before: they are similarly isolated and presented frontally in the manner of building portraits. As one scholar proposed, Sangallo, presumably following Ciriaco's model, often sought "to crystallize the whole in a single view."37 We should, of course, keep in mind that we are speaking of two genres, for Jacopo's aims were rather different from those of Sangallo. Unlike the Roman architect, he was not concerned with the rationalization of architecture or its conformity to structural logic. His primary goal was to create a convincing historical ambient in which he could place the istoria. But behind each genre we may perceive a common ancestor in the illustrated sylloges of antiquities of the early Quattrocento: on the one hand for the collected fantasia of a working artist like Jacopo Bellini; and on the other for the practical compendia of architectural details for the working architect. Each contained a fair share of romance, each a share of archaeology. Each derived from the common notion of a collection, with drawings included both as instruments and as objects of study.38 Some sylloges were carefully organized. Marcanova's devoted separate sections to full sized drawings of Rome, to inscriptions arranged according to geographical location, to quotations from classical writers and concluded with a glossary of Latin abbreviations. Others, however, like the epigraphic collection of Bartholomaeus Fontius, did not follow any particular order of classification. As Saxl commented: "Who ever had the book was supposed to read it at random, enjoying one inscription after another.""39 Betraying a similar tendency toward randomness, Jacopo's albums fall into the second category. Assuming that the present arrangements follow their original order, it is difficult to discern a consistent organizing principle within them. 40 Obviously, any dependence of the albums on the humanist sylloge does not constitute an exact equivalence. Jacopo's interest extended beyond the revival of antiquity, and he included objects and subjects that had little to do with the classical world. Once the artist was inspired to make such a connective link he could form his own collectio according to his own inclinations.
But we can propose a further analogy; it concerns the ulti- We will now turn from humanist models of form behind the drawings of Jacopo Bellini to humanist models of content within And the high altar is in the middle of the church with four columns, and upon one [there is] a capital with an idol, that is Jupiter Ammon in the form of Ariete (the Ram). There is an opening in the cupola, through which the smoke of the sacrifices rose; but above the altar there is a stone, which, it is said, runs with sweat three times a year: on Christmas, on Holy Friday and on the day of Our Lady in February.55
In the margin of his manuscript next to this entry, Sanudo wrote, "Nota mirabilia," and again "miraculum": glosses used throughout in his account to call attention to other sites of more conventionally Christian, if equally prodigious, character. We are reminded here of the ease with which even a well-educated man of the late fifteenth century could elide the Christian present with the newly rediscovered Roman past. Most striking is the absence of the necessity to make a moral distinction between the two. 56 Of course, continuity between the two eras had been taken for granted through the Middle Ages and was not all that new. di' ., "'"' " ' ""' :. 19 ) Jacopo Bellini, ((Baptism of Christ)), Book of Drawings, fol.
24, Mus6e du Louvre, Paris.
as far as one can determine, inspires awe rather than confrontation. As in the full-page illustrations in the sy//oges of Marcanova, pagan religion had become a subject for portrayal in itself, in a manner that can even be described as sympathetic.
In this reclaiming of the classical past only to make it whole and perfect again, Jacopo and the artists of the sy//oges were essentially following a tradition already well established in Tuscany and elsewhere in Italy in the early Quattrocento. But Jacopo took a further step. In several of his drawings, a new element appears, occurring only rarely before that time in In another drawing, however, the message is extended, becoming at once more subtle and complex. On the day that Christ leaves Jerusalem on the way to Calvary, the city is under construction [ Fig. 20 ]. Workers repair a crumbling wall on the left, while in the foreground a sculptor puts the finishing touches on a classical statue. It is to be set upon a column that lies ready on the ground. Now the symbolism is less clear; indeed, the labors of the artisans may only signify the normalcy of ongoing life surrounding momentous events. But this normalcy was cast in terms of transience and implied the passage of time. Great civilizations must be built up before they can fall. And again, the conceptual substructure should not be interpreted as secularizing, but as aiming to convince.
With Jacopo's rendering of imperfect or incomplete antiquity, or antiquity under construction as it were, temporality--the passage of historical time -has been brought into the istoria. It is in these small details that we can sense the artist's personal, if ambivalent, recognition of detachment from the past. replacing the old were common enough in Flemish art as early as the fourteenth century. In some instances, a stylistic antithesis between Romanesque and Gothic was set up to distinguish the synagogue from the church. In others, the synagogue was shown as a crumbling ruin, to be contrasted with an unblemished Christian church, but with both structures sharing a common architectural style. As Panofsky has shown, the symbolic ruin was born around 1440 when the two systems were combined: from that time on in Northern painting, a crumbling structure, now invariably Romanesque, became a standard component in scenes of the Nativity and the Adoration of the Magi.63 It is this tradition that seems to have been passed on with a properly Italianized classical vocabulary in the Washington tondo of Fra Angelico and Lippi.
But the works of Mantegna and Jacopo Bellini signal are disjoined from this iconographical tradition, for these were not Adorations but a variety of events from baptisms to executions. For them, we may look to a second source. For they express an essentially different tendency, the archaeological one, which was already well established at Padua. Here, again, the investigations of Ciriaco may have provided the impetus for innovation and change. A copy of his drawing of the Temple of Apollo in Delos shows a jumble of columns and stone blocks with no attempt to redress the ravages of time [ Fig. 6 ]. And it also conscientiously records the fastening holes on the marble pieces, just as Jacopo did in his own drawings. Perceived, acknowledged, and recorded by Ciriaco, the antiquarian explorer, the irretrievability of the antique past was now to be rendered visible in pictorial narrative through the pen of Jacopo Bellini, the antiquarian artist.
The Renaissance collectio antiquitatis-the sylloge filled more or less systematically with inscriptions, renderings of antique monuments, and copies of Roman coins and gems -thus seems to have been for Jacopo Bellini at the very least a point of departure for his own sylloge -the sylloge of an artist. It was his own personal collection of valuable and rare things; a sigillum virtutum or validating testimony of his own creative virtu; and his own highly personal entry point into sacrosanct, because distanced, antiquity. While the present essay discusses many of the same issues explored by Degenhart and Schmitt, the emphasis is different. The two articles were written independently and may be seen as complementary rather than redundant. 
